Book Reviews
Alan Warren Friedman has done for Beckett's relationship with, and debt to, Joyce and Surrealism what the late Nicholas Zurbrugg, in his magisterial study Beckett and Proust (1987) , did for Beckett's relationship with, and debt to, Marcel Proust. This book, while being very readable, is encyclopaedic, drawing on the vast corpus of Beckett criticism and Friedman's extensive knowledge of the works of James Joyce and of the Surrealist poets and artists whom Beckett frequented in Paris in the interwar years. The text is accompanied by numerous illustrations of Surrealist works in black and white, which no doubt explains the high price of the book.
It argues that the early influences on Beckett of Joyce and the Surrealists went ever deeper 'as he made his own unique way forward, transforming them, particularly the Surrealist ones, into resources that he drew upon his entire career' (p. i). Friedman's demonstration that Beckett's path to becoming a writer 'was a circuitous and complex one, geographically, intellectually, psychologically, aesthetically' (p. xi) carries great conviction. Like Zurbrugg's, his is one of those rare studies of which it can truly be said that it is definitive and unlikely ever to be surpassed.
It has been known for a long time, as Friedman acknowledges, that before finding his own voice in Murphy (1938), Beckett admired Joyce, and in his early attempts at writing imitated him somewhat slavishly. What is less well known is that Beckett did not initially envisage a career as a writer. He was awarded the top first of his year at Trinity and was expected to become an academic: 'My father died when I was a boy', he wrote of a fictional alter ego, 'otherwise I might have been a professor, he had set his heart on it' (From an Abandoned Work, 1958) . It was when he went to Paris as lector under Trinity's exchange arrangement with the École Normale Supérieure that everything changed. At the end of his contract with the École he returned to Trinity as assistant lecturer in French. He resigned after four terms because, as he put it, 'I couldn't bear teaching others what I did not know myself. ' His two years as lector in Paris (1928-30) were therefore life-changing. He arrived a Dublin intellectual, he left as a close associate of James Joyce and a fairly close associate of the Surrealists. No wonder he did not wish ever again to live in his native land, which had by then become the theocratic Irish Free State.
The great virtue of Friedman's book is that it does not overstate the influence on Beckett of Joyce and the Surrealists. While there is evidence of Surrealist imagery in his work, he cannot be classified as a Surrealist any more than he can be called a Joycean. He was his own man, which explains why he is now seen as the equal of Joyce and as a far greater figure than any of the Surrealists, with the one possible exception of Paul Éluard. Beckett admired and translated several of Éluard's poems, and his versions stand comparison with the finest verse translations ever produced by a translator from French. I can think of only one poem that compares with them: W. B. Yeats's rendering of Ronsard's 'Quand vous serez bien vieille…', 'When you are old and grey and full of sleep…' (which, arguably, is superior to the original). Beckett's Éluard is a perfect example of an encounter of equals, where a great poet is rendered by a great translator. As Beckett's editor Edward Titus put it, 'his rendering of … Éluard … is characterizable only in superlatives' (p. 71).
Beckett's attitude to André Breton, on the other hand, fell well short of the adulation which the chief Surrealist expected of his acolytes. Friedman's comment is admirably dry: 'Breton seems to have been conflicted about humour, [being] wary of its potential for use against him and his movement.' Beckett, by contrast, 'a man of inordinate natural dignity, seems not to have shared Breton's fear of appearing ridiculous' (p. 73). It is easy to forget that women write science fiction. Mary Shelley's Frankenstein (1818), Charlotte Perkins Gilman's Herland trilogy , and Ursula Le Guin's Earthsea pentalogy can all be set aside as honourable anomalies, apparently proving the rule that science fiction 'belongs' to male authors like Robert Heinlein, Isaac Asimov, A. E. Van Vogt or China Miéville. It is even easier to pretend that women do not read science fiction -although according to the sci-fi novelist Kathleen Ann Goonan's afterword to this anthology, 47 per cent of the genre's contemporary readers are female. Popular cinema like Roger Vadim's iconic 1968 Barbarella, starring Jane Fonda as intergalactic warrior queen complete with conical brassiere, perpetuates the notion that science fiction objectifies women, reducing them to spectacle. Sisters of Tomorrow definitively explodes this myth of female alienation from and by science fiction. Editors Lisa Yaszek and Patrick B. Sharp reprint a range of original stories, articles and other works by women authors and artists which inarguably place female creativity at the heart of speculative writing. Nor have women restricted their input to classics at the 'literary' end of the genre (like Le Guin's 1969 The Left Hand of Darkness). As the editors reiterate, women have created commercial, popular science fiction since its inception in the early twentieth century; moreover, they participated as contributors, staff writers, editors and artists at the most lowbrow and demotic level of literary production -the illustrated science fiction magazines which flourished in the United States from the mid 1920s until shortly after the Second World War. Hugo Gernsback, the founding editor (in 1926) of Amazing Stories, the first English-language pulp science fiction magazine, welcomed women contributors, artists and staff writers, as well as readers. Like Justine Larlabestier, another leading contemporary scholar of women's science fiction, Yaszek and Sharp deliberately avoid traditional definitions of the genre that might limit their scope to literary production. Besides the nine original short stories reprinted here, Sisters of Tomorrow includes sections on female-authored poetry, journalism (including editorials) and
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